Fig. 1 e church of the Transformation of the Savior, Vutufou (author).
* For the completion of this study I would like to thank the Ephoreia Archaeoteton Rethymnou for granting me the permission to research the screens of Margarites and Argyroupoli; P. Epitropakis for allowing me to study the templon of Vutufou; G. Perivola who draw and corrected the plans of all three screens. For the useful discussions I owe many thanks to S. Mamaloukos, M. Vakondiou, the Franciscan monk N. Roussos and especially P. Modesti The researcher of the church classified it under a group of individual cross-roof churches and he dated it ca.1320-1330, on the basis of the fresco decoration of its western part 3 . A second group of murals situated at the eastern part can be dated at the second half of the 14 th c.-early 15 th c. due to its forward style in comparison with the previous group. In the early 20 th c. G. Gerola had recorded the screen of the church (Fig. 2, 3 ) 4 . The installation is contemporary with the frescoes of the eastern part as it is implied by the red painted lines, which define the limits of the mural decoration. The . A quite unusual architectural feature is the small arched frame that springs from the middle of the soffit of the central arch. Additionally a painted series of double-colored rhombuses decorates the northern arch extrado, while its soffit preserves aniconic decoration patterns 6 (Fig. 4) . At the lower part of the northern wall of the same arch there is constructed a bench (0,38m. height), while a step (0, 12 m.) is attached at the northern pier of the screen. The lower part of the southern arch preserves a stepped frame (0, 12m.).
The screen was constructed with carved small blocks and minimal intermediary joints. Both plan and execution imply an elaborate design. The decorative sculpture of the central arch gives the faulty impression of an unfinished trefoil arch, similar to those of the Gothic and some contemporary Cretan churches. In fact, it is an isolated arched frame resembling decorative arches of 13th c. churches-as they are depicted at Giotto's frescoes 10 and it is also found at the extrado of the entrance at the church of Holy Cross in Valsamonero, Crete 11 . The function of the openings remains dubious. According to P. Epitropakis they were used for the adjustment of large portable icons suitable for prostration 12 . This interpretation could be plausible for the southern arch, which preserves a stepped frame along its lower side that could be used as a pedestal. Yet, it is highly speculative for the northern arch due to the inequality of heights between the bench of the wall and the step of the N. pier. The northern arch was probably used as a passageway for the processions of the Little and Great Entrances. It is noteworthy that the triple arcade of the specific screen gives the delusive impression of a tripartite Holy Bema, although the sanctuary remains a sole room as in the majority of the single-aisled churches of the island. Eventually both elaborate construction and suggested monumentality imply that the Vutufou Screen possibly imitated a more sophisticated prototype on a modest scale.
One can make similar observations for the screen of St. John the Theologian. The church (Fig. 5) is located in Margarites (ca. 27 klms SE. from Rethymnon), a flourishing settlement of the Venetian period as implied by the surviving monuments 13 . The single-aisled church of St. John 14 (10,03 X 5,71 m.) was decorated with four pairs of lateral blind arches and it was equipped with a semicircular bench attached to the apsis, thus resembling a "synthronon". The vaults of the church are elevated (4,60 m.) in comparison with the average height of the Cretan churches (ca. 3m.). The screen, which is built simultaneously with the church, adjusts its large dimensions (3,60m. width, 2,45m. height) with the high analogies of the edifice, thus implying the existence of a common design 15 . The templon (Fig. 6, 7) has been built at the eastern part between the first and the second pair of blind arches and it is built on a podium, as its counterpart at Vutufou. consists of a triple arcade supported by piers. The latter are constructed with asymmetrically juxtaposed massive blocks and minimal joints. The central pointed arch (Beautiful Gate) is framed by four ribs crudely carved at the extrados of the piers, whereas its top looks like being suppressed by the superimposed cornice. Two monoliths shape each one of the lateral pointed-segmental arches that spring directly from the wall and reach the central piers. Today the northern opening leads to the "Prothesis" table of the Bema, while the southern one is blocked by a stone slab (0, 92 X 0, 50m.). The difference between the materials of the block and the screen, the intentional cutting of the lower part of the southern pier (for the adjustment of the block) and the mural decoration at the soffit and intrado of the southern arch suggest the posterior fitting of the block at the southern arch, which was probably used as an entrance. Thus the initial phase of the screen can be reconstructed as an open triple arcade, decorated with a stone cornice (Fig. 8 ). This triple arrangement intensifies as in the case of the Vutufou screen the delusive image of a tripartite Bema, which in reality is a single unified bay.
The screen does not have any kind of fresco compositions or portraits, yet its lower part preserves remnants of aniconic decoration. The absence of frescoes from the templon seems to contradict with the usual arrangements of its contemporary masonry screens, which usually displayed icon-like representations of Christ, Virgin or the patron Saint on their front. On the contrary, the Margarites screen is characterized by its openness, suggesting the highly doubtful existence of any frescoes at its initial phase. The screen must be conceived as part of a wider scenographic ensemble that included the frescoes of the neighboring blind arches 16 . At the southern blind arch next to the templon there was depicted the oversized bust of the patron Saint, St. John the Theologian bending towards the templon ( suggesting that these frescoes were possibly used as prostration images 19 . At the northern blind arch, symmetrically juxtaposed to the depiction of St. John, there is depicted a peculiar version of Deësis (Fig. 10) 
Fig. 10 Fresco depicting Deësis with Georgios Klados, Margarites (author).
placed in the middle of the composition. At His left side there is depicted Virgin slightly bowing her head towards her Son and at the right part is to be found the frontal portrayal of a bearded Orthodox priest in full regalia (sticharion, epitrachelion and felonion). . The composition is individual 21 . It is surely related with the known subject of Virgin's intercession on behalf of the deceased 22 , yet the frontal position of the priest as well as his equal height with the Virgin aim more to the exaltation of the mortal's personality and less to his humbleness towards Christ as one would expect for this genre of compositions. Conceptual analogies can be traced at: 1) the Deësis at the cell of Hagios Neophytos in Cyprus (1183), where the deceased Neophytos is depicted kneeling in the forefront of the composition 23 , 2) the NW. chapel of the Afendiko-Odegetria church in Mystras (ca. 1322) that was used the burial place for the abbot Pachomios. There, choirs of Prophets, Apostles, Patriarchs, Martyrs and Saints participate in an expanded procession towards Christ, intermediating for the rest of the deceased abbot's soul, according to the funerary inscription 24 . These two parallels indirectly underline the significance of the mortal's personality by using sophisticated iconographic schemes. On the contrary, the Cretan composition sends a direct message. Its thematic core relies on the local iconographical tradition, which often dictates the micrographic depiction of the donors next to the main prostration image of the church, f.e. at the church of Archangel Michael at Sarakena (1 st half of the 14 th c.) 25 . Yet the dimensions of Clados' stature display an unusual self-confidence, which originates either from his local family status 26 , or his ecclesiastical authority. The latter could be also underlined by the construction of a monumental screen 27 , which imitates in a crude provincial manner a more elaborate model of possible Latin origin. It is noteworthy that western influences such as the apsis synthronon 28 or secondary details of the fresco decoration (scene of Lamentation) 29 are also traced in the same church. The third example is found at the church of Hagios Nikolaos Chostos, near Argyroupoli, Rethymno. The settlement, which was the seat of the local bishopric, displays a considerable quantity of churches, which suggest its prosperity during the medieval period 30 . The church of Hagios Nikolaos lies on a mountainous and inaccessible site nearby the river Mouselas 31 . Already from the 11 th c. the region was connected with the neighboring convent of Myriokefala that was founded by the popular local saint Hagios Ioannis Xenos 32 . The church was inserted in a large cave and it was hidden by a huge wall with a miniscule entrance, giving the impression of a fortification. Outside the wall there were found remnants of rooms as well as cisterns suggesting that the church probably served the needs of a small convent, possible dependent upon a larger monastic foundation.
The church is a miniscule edifice (7 Χ 3 m.), partially rock cut (northern wall and roof). A western narthex has been added possibly in the 19 th c. Its screen is covered with white plaster and it has been probable subjected to modifications (Fig. 11, 12 ). Its dimensions (2,30m. width. 2,65m. height) resemble the previous two examples. Today, the templon can be described as a solid wall pierced by a central entrance (Beautiful Gate) and two lateral blind arches. The pointed arch of the Beautiful Gate is framed with one rib, corniced with a dentiled frieze, similar with the decoration of the two lateral ones. This kind of ornamentation displays a simplified version of the so-called Venetian Gothic Style, as it is observed in many Cretan churches of the 15 th c.
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. It is noteworthy that the upper part of the Beautiful Gate posts was disrupted, possibly for the posterior adjustment of wooden Bema doors. Additionally the posts of the blind arch seem to terminate ca. 0, 50 m. above the floor, equally suggesting a remodeling of the installation. The morphological resemblance between the screen and the main entrance portal suggest simultaneous construction, which according to architectural parallels such as Hagios Georgios Emparos (1435/6) could be dated in the first half of the 15 th c. 34 . Sections at the walls of the church suggested the absence of any frescoes from its western one 35 . At the southern wall, next to the screen, there has been found an oversized head of a bearded Saint (possibly Nicolas) surrounded with a sculpted nimbus 36 . The latter feature accompanies the frescoes of the patron Saints in a diminished number of Cretan churches 37 , thus implying that the specific oversized fresco functioned as a prostration image, just as its counterpart image of St. John at the church of Margarites. Unfortunately the posterior modifications of the screen do not allow us to define the initial shape of the templon, which could be either a solid wall or an open installation. The general morphological features allow its date in the early 15 th c. The planning of the above mentioned templa is unusual in comparison with the standard arrangements of their contemporary masonry screens 38 . The height of this group ranges from 2, 45m. to 2, 65m., significantly elevated in comparison with the average masonry templa (1,80-1,90m.) 39 . They are formed with a triple arcade, either with semicircular arches (Vutufou) or with pointed ones (St. John the Theologian, Hagios Nikolaos Chostos). They display a distinctive openness of design (with the possible exception of Hagios Nikolaos, where the initial arrangement remains unknown). Their construction technique relies heavily on the use of raised stone blocks with minimal joints, thus giving the impression of a sculpture. On the contrary masonry screens are constructed with rubble stonework covered with frescoes and pierced with one entrance. Seeking morphological parallels for this individual group, one could possibly mark a faint analogy with the semicircular arch of the northern surviving part of the masonry screen at the church of Kaloritissa in Naxos 40 the templon that was posterior constructed at the middle Byzantine church of Ai Kyr Giannis Alikianos near Chania, Crete 41 . Yet these similarities are reduced to secondary details and do not refer either to a common morphology or construction technique.
The three Cretan screens seem to break with the middle Byzantine tradition of templa consisted of chancel slabs, colonnettes and friezes, thus referring to a different architectural prototype. The question remaining is which could be the origin of this model? At this point it would be useful to cite S. Gerstel's case study. The scholar suggests a possible influence of Latin palae d' altare to the Orthodox double painted masonry screens as a product of Western-Byzantine cultural exchanges especially in the Latin occupied Peloponnesus and the insular region. Furthermore she stresses out the necessity of an additional research concerning the connection between Orthodox screens and Latin choir partitions 42 . Although one could support that sometimes the presence of the Orthodox screen itself in Latin occupied territories (such as Crete) is used more as a symbol of religious opposition than that of cultural osmosis 43 , Gerstel's suggestion could be plausible for the interpretation of the individual characteristics of this specific Cretan group.
The choir partitions are known to us with different names in dependence with the country they are found: Lettner in Germany, Jubés in France, Rood Screens in England, tramezzi in Italy. Although their research is negligible in Greece due to the lack of material evidence 44 , there is a vast central European literature mainly for the numerous German Lettner still existent 45 . The Italian tramezzi, which concern us directly, came up to prominence especially through Marcia B. Hall's pioneering studies in the 70s 46 , while significant essays on the topic are published from 2000 onwards 47 . The primary function of these partitions is to isolate the choir and the High altar from the area of the laity, thus arranging eine Kirche in der Kirche, as Doberer remarks 48 . They are considered as standard furnishings of monastic churches, cathedrals and occasionally parish churches 49 , chronologically ranging from the 11 th c. to the 16 th c.
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. The main reason for their gradual abolishment relates to the Trent Council (1550-1565) decrees, which disfavored the division between clergy and laity and promoted the energetic participation of the laity in the ceremonial activities, according to the spirit of the Counter-Reformation 51 . Although the decrees do not refer directly to these partitions, they contributed to the decline of their construction and their successive removal or even destruction 52 . Such demolitions occurred mainly in Italy, while countries in loose connection with the Papal jurisdiction, such as England or Germany kept intact their anterior furnishings 53 . The function of the partitions and their superimposed exedras is connected with the fixation of the Rood, the reading of the Gospel, the preaching and occasionally with theatrical enactments of religious character 54 . Their position in the church depends on the number of the clerics, thus in small churches the partitions are restricted at the eastern part of the edifice but in large abbeys they are expanded up to the middle of the nave 55 . Although these installations are introduced in the ecclesiastical architecture as a means of separation between the clergy and the congregation 56 , both visual imagery and written sources of the period imply that the male laity was able to enter the barrier and approach the High altar 57 . We also know that the choir itself was used occasionally for the validation of legal acts, including the presence of women 58 . Consequently the function of the partitions was not defined as strictly as their Byzantine counterparts (templa).
These partitions display an expanded typology, although from the 13 th c. onwards the type of Hallenlettner predominates. This category included the superimposition of a raised platform over an eastern solid wall (usually pierced by one entrance) and a western open arcade (with 3, 5, 7 or 9 arches).
In the between space there is created a portico covered with a series of groin vaults 59 . It is noteworthy that a variation of this type is particularly popular in Venice, where it is called coro aperto 60 . The Cretan screens under discussion display morphological and constructional analogies with façades of the Hallenlettner type, mostly of Italian origin. The most elaborate example of our group is traced at Vutufou. As it has been already noted, its painted decoration resembles those of the 13 th c. Italian edifices as they are depicted at Giotto's frescoes. The motif of the triple semicircular/segmental arches is popular for the façades of 12 th /13 th c. German Lettner, such as Maulbronn or Wechselburg 61 . Yet the closest parallel is traced at the tramezzo of Sant Andrea in Flumine, Ponzano Romano (Fig. 13) (pergola), possibly under the influence of the Trent decrees 65 . The slight projection of the engaged piers at the Vutufou Screen bears a resemblance to the architectural solutions of the tramezzi at Vezzolano (13 th c.) (Fig. 15 ) 66 and San Rocco, Vicenza (15 th c.), where the lateral supporters are designed either as engaged columns or piers, thus giving the impression that the arches spring directly from the walls (Fig. 16) . Similar remarks could be ascribed for the two screens of the Rethymno district. The pointed entrance of the Margarites templon is the commonest pattern for the Gothic tramezzi. It displays a minor affinity with the tramezzo at Vezzolano, although the Cretan example undoubtedly reveals a crude provincial character. It is also noteworthy that the arches of the Margarites Templon spring directly from the walls without the mediation of corbels or piers as it is customary for the Byzantine churches of the island. The prompt similarity of this technique with the counterpart arrangement of the arches at the tramezzo at St. Andrea in Flumine (13 th c.), offers a strong argument for its western origin. Additionally, the screen of Hagios Nikolaos Chostos seems like a re-editing of the central idea of the former templon, adjusted to the 15 th c. taste. Although it is too tentative to say so, due to the heavily modified condition of the screen today, it bears a strong morphological resemblance with the Lettner of the cathedral of St. Valeria in Sitten, Switzerland (ca. 1290) 67 (Fig. 17) . Liturgy, where a plain divider would be sufficient enough. It seems that the specific group incorporates particular elements from the Western partitions such as the high dimensions, the continual arcades and the monumentality, subsequently adjusting them to the Orthodox needs. Consequently, one could suggest that these architectural patterns are transferred in the same way that western iconographic schemes travel and fuse in the Byzantine painting. Through this "transfer" concept, we can interpret certain peculiar arrangements of these templa, such as their triple arrangement, that gives the delusive image of a tripartite sanctuary. In the functional reality of the churches at Vutufou and Margarites the central "Beautiful Gate" and the northern entrance are the sole openings with substantial use for the ceremonial rites of the "Little" and the "Great" Entrances. The John were fixed at an elevated point in front of the choir, while at the lower part there were three hanging lamps. The description implies the existence of a tramezzo with a fixed Rood. It is noteworthy that the Bishop's lengthy and detailed description of the church makes only a vague reference to the partition, possibly because the arrangement remained in situ still in the early 17 th c., despite the official directions of the Trent Council. The Cathedral of Canea (14 th c.) was destroyed during W.W. II, yet its ground-plan was designed by Gerola in the early 20 th c. 73 . The dimensions of the bay at the eastern part of the central apsis coincide with those given for the choir in the text. Consequently one can conclude that the choir partition was installed in front of the piers that defined the chancel of the church. Additionally the reference of the text to three hanging lamps implies their adjustment to three openings, thus a triple arcade, similar to the arrangement of our own group. This testimony permits us to presume that similar partitions could have been also existent at other Latin cathedrals or abbeys of the island 74 . Eventually the possibility of the existence of an urban architectural model of Latin origin for our group of screens is not distant. The form and the monumentality of the screens at Vutufou and Margarites display the great expectations of their founders. This ambitious process could include the selective imitation of an elaborate Latin model (tramezzo) and its subsequent adjustment to the Orthodox cultic needs. It is not a mere coincidence that in these churches survives a series of Latin decorative elements eventually "byzantinized". This concept offers us a better insight on the elements that constitute parts of the byzantinishe ungehörigkeit of the Cretan churches, simultaneously posing questions for analogue Latin influences at other Helladic regions occupied by Francs or Venetians. Additionally it is unavoidable to pose another significant question regarding the commissioners' intentions. Could their will to imitate a Western liturgical furnishing mean apart from an aesthetic preference a religious osmosis? This is a question that cannot be answered at the present. For this answer we need to re study the whole mechanism of cultic transformations at the island of Crete during the late medieval era.
southern gate appears as a redundancy, without sufficient functional connection with the bema, thus suggesting that it probably imitated a more elaborate model. If our concept proves right, the next question posed is the definition of the actual identity of this iconographic prototype.
The question is practically unanswerable, since the archeological evidence is scanty. The sole choir partition found at the Helladic area is traced at Glarentza of the NW. Peloponnesus. The remnants of a Lettnerwand (single wall partition) have been found by D. Athanassoulis in the middle of the single aisled Gothic church of the site, (43,30μ. Χ 14,90 m.) (ca. 1260). The edifice is identified with the famous church of St. Fransiscus of the Minorites, where the assemblies of the Franc rulers of Achaia took place 69 . As far as Crete is concerned, we know that the activities of the Latin religious Orders also included the foundation of convents mainly in urban centers 70 . The surviving archaeological evidence from these churches does not offer sufficient evidence for the existence of choir partitions. One could suggest with relative certainty that the impressive church of St. Peter at Chandakas, founded by the Dominicans in the 2 nd half of the 13 th c., was equipped with a tramezzo since the partition is obligatory for the churches of the Order already from the decrees of 1249 71 . The most important testimony for the existence of a tramezzo in a Cretan church derives from the 1620 exposition of the Catholic Bishop of Canea Giorgio Perpignanο. The description refers to the cathedral of the city and cites 72 : The text certifies with certainty the existence of a choir (ca. 8, 5 X 6, 6 m.) and refers to the bishop's cathedra and the priests' chairs that were placed inside the area. A large Rood with the complementary images of the Virgin and
